小さなユディトから見えてくるもの――国立西洋美術館新収蔵ルカス・クラーナハ（父）《ホロフェルネスの首を持つユディト》をめぐる調査報告 by 新藤 淳 & 真鍋 千絵
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1932年にマックス・J. フリー トレンダ とーヤーコプ・J. ローゼンベルクによって編













ラー ナハの絵画作品の網羅的なデ ターベースCranach Digital Archiveにも、


























































































































































































































































































　板の裏面最上部には“Sophie V***berg[?] [of?] Saxe”という人名があ



















































































































































































































































































［1］ ショイアルによるクラーナハ称賛は以下に収録されている。Heinz Lüdecke (Hg.), Lucas 
Cranach der Ältere im Spiegel seiner Zeit. Aus Urkunden, Chroniken, Briefen, Reden und 
Gedichten, Berlin 1953, pp.49-55.
［2］「画家＝事業家」という言葉は、以下の1994年の展覧会以来、クラーナハの呼称として定着し
たといっていい。Claus Grimm (Hg.), Lucas Cranach: Ein Maler-Unternehmer aus Franken, 
Ausst. Kat., München, Haus der Bayerischen Geschichte, 1994.
［3］ここで想定しているのは、最新のCranach Digital Archive（http://lucascranach.org/gal-
lery、2018年 12月時点）に登録された計 14点のルカス・クラー ナハ（父）による単身像の《ホロフェ
ルネスの首を持つユディト》である。いっぽう、それらと重複するもの、しないものを含め、1978年のカ
タログ・レゾネ（Max J. Friedländer/ Jakob J. Rosenberg, Lucas Cranach, eng. trans., London 




パ トーナ とーなり、1,700点以上の絵画作品のデ ター、15,000点以上のイメー ジ、約 900点のアーカ
イヴ資料が収められるにいたっている。国立西洋美術館も、本作を含むクラー ナハ作品の情報およ
び写真等を提供予定である。
［4］ Max J. Friedländer/ Jokob J. Rosenberg, Die Gemälde von Lucas Cranach, Berlin 1932, 
p.66, no.192.




［6］ Max J. Friedländer/ Jakob J. Rosenberg, Lucas Cranach, eng. trans., London 1978, p.117, 
no.233.
［7］以下のデ ターベースを参照。http://lucascranach.org/PRIVATE_NONE-P121　
［8］ディキンソンの売立用資料より引用。Molly Dorkin, Lucas Cranach the Elder. Judith with 






［11］ Cf. Gunnar Heydenreich, Lucas Cranach the Elder: Painting Materials, Techniques 
and Workshop Practice, Amsterdam 2007, pp.42f.
［12］ Dagmar Hirschfelder, “Dürers frühe Privat- und Auftragsbildnisse zwischen Tradition 
und Innovation,” in Daniel Hess/ Thomas Eser (Hg.), Der Frühe Dürer, Ausst. Kat., 
Nürnberg, Germanisches Nationalmuseum, 2012, p.108.
［13］なんら本格的には検証されていないが、クラーナハのユディト像がカテーナから影響を受けた
可能性をわずかながら考慮していた研究は以下。Dieter Koepplin/ Tilman Falk (Hg.), Lukas 
Cranach: Gemälde, Zeichnungen, Druckgraphik, Ausst. Kat., Kunstmuseum Basel, 1974, 
p.418.
［14］ Cf. Mark Evans, “’Die Italiener, sonst so ruhmsüchtig, bieten Dir die Hand’ Lucas 
Cranach und die Kunst des Humanismus,” in Bodo Brinkmann (Hg.), Cranach der Ältere, 
Ausst. Kat., Frankfurt am Main, Städel Museum, 2007, pp.49-61; Elke Anna Werner, “Cranach 
und Italien: Künstlerische Transferprozesse und mediale Strategien kultureller Aneignung,” 
in Guido Messling (Hg.), Die Welt des Lucas Cranach, Ausst. Kat., Brüssel, Palast der 





［15］ Cf. Daniel Hess/ Oliver Mack, “Luther am Scheideweg oder der Fehler eines Kopisten? 
Ein Cranach-Gemälde auf dem Prüfstand,” in Wolfgang Augustyn/ Ulrich Söding (Hg.), 
Original - Kopie - Zitat. Kunstwerke des Mittelalters und der Frühen Neuzeit, München 
2010, pp.279-296.
［16］以下の2例に代表される同一構図の二連画のことである。ルカス・クラー ナハ（父）《マルティン・
ルター 》（FR312）1528年、油彩／板、37.3 × 23.5cm、《カタリナ・フォン・ボラ》（FR313）1528年、油
彩／板、37.4 × 23.8cm、ともにハノー ファー 、ニーダーザクセン州立博物館；ルカス・クラー ナハ（父）
の工房《マルティン・ルター 》（FR312A）1528年、油彩／板、37.6 × 25.6cm、《カタリナ・フォン・ボラ》
（FR313A）1528年、油彩／板、37.7 × 25.7cm、ともにヴァイマル古典期財団。
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［17］クラー ナハは類型化した女性像を主題の差異を超えて複数の絵画に転用していた。その仕組
みは、たとえば以下で検証されている。Susan Foister, “Mythologien. Quellen und Originalität,” 
in Heinz Spielmann (Hg.), Lucas Cranach: Glaube, Mythologie und Moderne, Ausst. Kat., 
Hamburg, Bucerius Kunst Forum, 2003, pp.116-129.






［19］ Werner Schade, “Das unbekannte Selbstbildnis Cranachs.” in Dezennium, 2, 
1972, pp.368-375; Koepplin/ Falk, op. cit., p.578; Peter Gorsen, “Venus oder Judith? Zur 
Heroisierung des Weiblichkeitsbildes bei Lucas Cranach und Artemisia Gentileschi.” in 
Artibus et Historiae, 1, 1980, pp.73f.; Veronique Bücken, “Heroinen und Femmes Fatales im 
Werk von Lucas Cranach,” in Guido Messling (Hg.), op. cit., pp.56f.
［20］このように推測されるのは、クラーナハが《ホロフェルネスと食卓を囲むユディト》にフィリップ1
世の肖像らしきものを描き込んでいるからである。以下を参照。Bodo Brinkmann (Hg.), Cranach 




“Chaste, obedient and devout: biblical women as patterns of female virtue in Netherlandish 
and German graphic art, ca. 1500-1750,” in Simiolus, 28, 2000-2001, 4, pp.219-250; Gabriele 
Kopp-Schmidt, “Neue Blicke－gefährliche Frauen,” in Anne-Marie Bonnet/ Gabriele Kopp-
Schmidt, Die Malerei der deutschen Renaissance. Schirmer/ Mosel 2010, pp.41-48.
［22］ Cf. Yvonne Bleyerveld, “The Power of Women,” in Anna Coliva/ Bernard Aikema (eds.), 
Cranach: A Different Renaissance, exh. cat., Rome, Galleria Borghese, 2010, p.76.
［23］ Ibid., pp.82-83.
［24］ Kopp-Schmidt, op. cit., p.46.
［25］ Dorkin, op. cit., p.14.
［26］ Kurt Glaser, Lukas Cranach, Leipzig 1921, p.8.  また、以下を参照。グイド・メスリング「クラー
ナハ―ヴィッテンベルクから世界へ」（伊藤麻衣訳）、グイド・メスリング、新藤淳責任編集『クラー ナ
ハ展―500年後の誘惑』TBSテレビ、2016年、17頁。







［32］ Heydenreich, op. cit., p.66; Mechthild Most, “Zur Maltechnik der beiden Cranach und 
ihrer Werkstatt: Ergebnisse der technologischen Untersuchung der Bildtafeln der Stiftung 
Preußische Schlösser und Gärten,” in Gerd Bartoschek (Hg.), Cranach und die Kunst der 
Renaissance unter den Hohenzollern, Ausst. Kat., Stiftung Preußische Schlösser und Gärten 
Berlin-Brandenburg, 2009, p.88.
［33］ヨー ロッパブナ＝Rotbuche （Fagus sp.）
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Things Seen Thanks to a Small Judith – Report on the Survey 
Conducted on the NMWA’s Newly Acquired Judith with the Head of 
Holofernes by Lucas Cranach the Elder
Atsushi Shinfuji, Chie Manabe
The NMWA purchased Lucas Cranach’s the Elder’s Judith with the Head 
of Holofernes during fiscal 2018. This panel painting thought to date to 
ca. 1530 is small in scale, measuring 37.2 cm x 25 cm, but has a reliable 
provenance and is in good condition. This painting also provides a compact 
yet colorful demonstration of the mature painting style of Lucas Cranach 
the Elder, a major German Renaissance painter. This article reports on 
the information gained from a basic survey of the work from both an art 
historical stance, and from a conservation and methods stance, while also 
exploring the possibility for future, multifaceted studies on the work.
 Cranach was a court painter to the Elector of Saxony for nearly a 
half-century and is known to have been a pioneering painter-entrepreneur 
whose studio realized a mass production process for painted works. 
Paintings of Judith were one of the Cranach studio’s hit products, and 
today more than ten examples of his work on the subject of Judith remain. 
The NMWA Judith is an unusually small example of this subject matter. 
It is thought to have been produced for the private collection of either a 
member of the aristocracy or a wealthy townsman. The inscriptions written 
on the backside of the panel suggests that this painting was handed down 
from the 17th century in the Waldeck family, then from the 19th century 
onwards in the Schaumburg-Lippe family. Then it was listed as in a private 
collection in 1932 in the catalogue raisonné of the artist produced by Max 
J. Friedlander and Jakob Rosenberg. However, the work spent the majority 
of the 20th century out of view, and this meant that it has been little studied 
in the modern era. With the exception of Werner Schade’s evaluation of the 
work when it was put up for sale at TEFAF in Maastricht in 2017, there has 
been scant clarification of this panel painting’s position within Cranach’s 
oeuvre.
 The panel’s measurements are one of the sizes standardized by the 
Cranach workshop from the 1520s onwards, dubbed a Type B panel by 
Gunnar Heydenreich. The style for secular portraits dates back to the 
Netherlandish paintings of the latter half of the 15th century, a three-
quarter view with landscape views seen through a window or door. The 
NMWA piece is based on this standard and shares expressive elements 
with some other Judith images by Cranach. The fact that this work reveals 
a sense of intimacy shared with a series of portraits painted on similarly 
sized panels, for example the Katharina von Bora (FR313) dated ca. 1528, 
suggests that further study is needed on this issue.
 The short-haired image of Judith depicted in this work cannot be 
found in Cranach’s other works on this subject. But, images of women with 
similar faces can be seen in the nudes depicted in three Judgement of Paris 
works (FR 253-255). It is generally believed today that Cranach’s success 
at depicting images of Judith can be linked to political motivation, namely 
his response to the formation of the Schmalkaldischer Bund in 1531 by the 
Protestant camp. However, if we note that the NMWA Judith has a face that 
corresponds to the heathen gods depicted in the Judgement of Paris, then 
she acts not only as a symbol of political virtue, but also as an image of the 
seductive “power of women” who could lead her viewers into temptation. 
The stereotyped mass-produced images of women created by Cranach and 
his workshop thus cannot be grasped as a choice between Christianity/
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paganism, virtue/pleasure and clothed/nude. 
 This work was painted on a panel approximately 1 cm in thickness, 
with several layers of chalk ground applied and then burnished. The 
painting layers were then made up of opaque paint layers and glazes, 
with the overall painting surface then coated with a glossy varnish. A 
good quality panel was used as the support medium, and there is a slight 
warping of the upper right corner towards the painting, and some insect 
damage on the left edge, but otherwise the painting is in relatively good 
condition. Other than several small losses, retouching or overpainting of 
the painting layer, there are also traces of excessive cleaning in the past 
with solvent, but that stayed within the lesser range of such cleaning on 
a work of this period. The varnish layer, like the painting layer, shows 
some damage by the cleaning agent, but it has little yellowing and has 
maintained its translucency.
 Further information about this work will be gained by X-ray 
photography, infrared photography, survey by stereoscopic microscope, 
analysis under fluorescent X-ray, and dendrochronological analysis. Such 
studies will allow a comparison with earlier research across a broad range 
of areas and will help determine a clearer positioning of this painting with 
the overall oeuvre of Cranach and his workshop.
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